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Abstract
This artist’s book is a meditative narrative on my making and exploration of materiality.
It’s the best way to allow you entry and understanding into how I see.
Finding the tension in the curve and the lines and shadow and light that are created,
These new forms that appear when stress occurs help me understand…
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Five years ago, I was designing these during the day...
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... and making these at night.
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Preface
I listen closely to materials.
How do they perform?
Do they bend, fold or fracture?
How do they make me feel?
As an industrial designer it was my job to explore materials; to understand how to manipulate
them to ensure high yield. Consistency was central. Could these materials withstand the cold
touch of the machine? Again and again and again, it was about finding the repeatable insights.
Over time, I realized it was not the precisely repeatable moments that commanded my
attention; rather it was the instances that betrayed regularity. It was the unexpected turn of the
predictable that captured my eyes and thoughts. When something new appeared, I carefully
observed the behavior in an effort to better understand this condition.
These design processes allowed me to showcase my understanding of manufacturable,
repeatable capabilities. In the ceramic studio, a different set of values directed my material
explorations.
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My intention is not to dismiss the rules of
design but to apply them more generously
to another more inclusive practice.
What might have once invoked chaos is
now permissible, in fact encouraged.
I want to upend the rules and see my
materials misbehave.
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Approach
There is an undeniable dynamic to bringing stress upon materials and then witnessing the
response.
Working between action and observation, I explore the patterns revealed when systems of
structure are pushed in different ways.
From porcelain, to felt, to bolts of plastic sheeting, I create a system of structure. The starting
form: a wheel-thrown vase, a felt sheet with repeated embroidery, strips of plastic interlaced
with a basket weave—these are the starting points. The familiar. The known.
Challenging the expectations of these systems, I apply stressors. By pushing and pulling,
squeezing and crushing, I begin to understand what is possible: how the system adapts, what
the structure does. In these outcomes, there is beauty and unexpected order.
These understandings allow me to create new forms that highlight these characteristics. They
reveal my perspective, providing insights and understanding into the potential of these
materials and the forms they create.
What becomes apparent is how these systems adapt, how the lines of connections change.
These capabilities are latent, yet require new actions to bring them forward.
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Material + Color
I explore possibilities by manipulating materials with my hands.
My process demands direct contact without an intermediary.
I want materials to react, to receive my touch and respond.
I am happiest when I discover a bolt of unique material.
The volume allows me to explore and to still have enough to make something of scale,
embracing the power of multiplicity and repetition.
I embrace a monochrome palette with only the occasional interloper.
The simple palette allows the lines and shadows to shine.
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There can be an expectation of weight, something hearty in
sculpture, something rigid, something created using tools
that are inaccessible, made with strength I don’t possess.
Soft, fragile, delicate, malleable, movable, I work with
materials that give with my touch and create forms that
capture strength and vulnerability.
The subsequent structures showcase the possibilities of how
we stand. They show us how we move. They help us see how
we are tied together, by showing us how we begin to break.
They show how we can become so many different things.
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Porcelain Vessel
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Porcelain Vessel
Thrown on the wheel, the molecules stretched and compressed, pulled up, drawn into a symmetrical form, the walls are perfect and smooth, inherently strong.
But it is soft, unfired, vulnerable. When pushed, it gives in. New curves emerge, offering evidence that it was once something else. Something has changed, something has happened. In
this moment of direct capture, I have learned something more about the material.
The pure planes of porcelain, halted by a craggy web of lines.
Memorialized, emphasized.
The fractures show something beginning and ending.
The lines begin faintly, gaining confidence, branching off and multiplying along the precipice of
a new plane and then they retreat until needed again.
The lines are evidence of a force that exerts itself on a material that, while graceful, offers a new
pattern formation.
It does not accept. It fights to stay as it was. That fight, that sheer will, creates a visual memory
that explains what it once was.
It is a record of these experiences.
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Smocked Industrial Felt

49

Smocked Industrial Felt
A structure emerges from a flat surface,
Brought together by repeated pinched joints.
It gathers pleats and stands at attention.
But it is fragile, even sensitive, in a singular way.
With an errant bump, it falls.
Every experience reverberates throughout.
Pushed and pulled into organic forms, they adapt with the forces imposed upon them.
Each push, pull, twist and lift, creates a new understanding of how to balance.
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They are kindred because they are delicate and precarious.
They need a soft touch.
Too much pressure and they collapse.

57

59

61

63

65

67

69

Box Weave
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Box Weave
Two materials that live in such different places come together to create lines that weave
together, absorbing and reflecting light.
Simultaneously concealing and obscuring, while also distorting, magnifying.
The simplest basket weave flipped again and again.
Convergence and Inversion.
The lines connected but not constrained.
A rectangular column created in curves.
Held together by undulations; stacked, curved, condensed and stretched, finding the way,
persevering.
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Recalcitrant and unwieldy, they are my monsters.
Gangly and awkward when transported,
they gather full balance when still.
They are silent and active.
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Precedence, Inspiration, Admiration
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Robert Morris
Exploring the lines and shadows that are created when stressed.
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Donald Judd
The simple systems that use commercial materials to make powerful sculptures of scale.
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Lynda Benglis
The way she captures an action by utilizing liquids that turn solid.
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Beverly Semmes
The way material and scale are utilized.
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Françoise Grossen
The way she translates familar making into new thoughts.

105

Louise Nevelson
The way she unleashes the power in the monochromatic.
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